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THIS ISSUE OF VIDEOOZE 
marks 6 years of publish¬ 
ing. . . and I'm happy to say 
that my love of all things 
filmic and European hasn't 
diminished one iota. With 
the Paul Naschy interview 
last issue (#6/7), Videooze 
underwent an exciting 
transformation, and with 
#8, it looks like this trend 
will continue. Read on. 

Swede-mania! Back in 
the early '70s, Christina 
Lindberg was the hottest 
thing to ever come out of 
Sweden. Launching her 
career in the magazine cen¬ 
ter-spread business and 
then moving to film — 
where she appeared in over 
twenty international co¬ 
productions — she remains 
Sweden's most popular 

Christina Lindberg still 
lives in Sweden today, 
where she is editor-in-chief 
of Scandinavia's biggest avi¬ 
ation magazine. It is my 
privilege and my pleasure 
to present a new interview 

Jan Lumholdt conducted 
the interview (in October of 
1994) and asked Ms. 
Lindberg to field some of 
my own questions. He also 
treated me to a videocas¬ 
sette copy of Dog Days, 
and surprised me with 
There’s a Sunrise Every 
Morning (an English- 
dubbed energy documen¬ 
tary from the '70s with two 
Christina Lindberg cameos 
[as a stone-age cave girl in 


furs and a modern day 
homeowner coping with a 
heating crisis]). 

I would be remiss if I 
didn't credit my friend 
Bertil Lundgren (who tran¬ 
scribed the whole inter¬ 
view) for all his hard work 
on the Christina-related 

Without him, I wouldn't 
have seen long lost films 
like Exposed, the filmogra¬ 
phy wouldn't be nearly as 
complete as it is, and none 
of this would have been 
possible. Tack sd mycket 
Bertil! 

My appreciation also 
goes out to Bo Vibenius, 
who was gracious enough 
to supply me with a demo- 
copy of his Thriller-a cruel 
picture, which was my own 
personal "Holy Grail" 
(with regards to my video 
hunting activities). As far 
as I know, he's still looking 
to get this legally distribut¬ 
ed in the U.S., so if any 
video labels out there 
would like to contact him, 
feel free to do so c/o 
Videooze. 

Reviews. For the most 
part, I left all my writers 
free to pick and choose any 
film they wanted to cover 
(as long as it was European, 
more-or-less stuck to the 
exploitation theme estab¬ 
lished for this issue, and 
was a film that they per¬ 
sonally liked [no sense in 
lambasting worthless junk 
when there are so many 
undiscovered or forgotten 


jewels out there]). I was 
pleased with what they 
delivered and think you 
will be too. 

Shameless plugs. I'd like 
to take the opportunity to 
herald my favorite video 
mail order house. That's 
Midnight Video, run by Bill 
Knight. I've purchased lots 
of tapes from him (and you 
should too). Readers look¬ 
ing for pristine copies of 
their favorite European 
fright flicks would be well 
advised to check out Bill's 
ad on the inside back cover. 

Mini-Sargent #2. My 
son Kevin Philip made his 
world debut on April 14, 
1994. Now a highly- 
mobile toddler who gets 
into everything, I knew it 

before the allure of my den 
with all its technological 
wonders and forbidden 
fruits on video would prove 
too much for the little but¬ 
ton-pusher. I've had to 
start using that lock on the 

As for my precocious 
daughter, who is now 4 
(going on 14), she favors the 
various animated Disney 
efforts that I've been 
amassing pre-records for. 
(Jeez! Sometimes I think 
I'm more familiar with 
Baloo the Bear than I am 
with Lucio Fulci!!) ■ 


One Eye (Thrillers cruel 
picture, 1972). 
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I JUST PICKED UP A COPY person. As for Franco say- 
of your Paul Naschy double ing that horror films are 
issue. Congratulations. It's junk. . . why has he made 
definitely the best thing on so many of them! Perhaps 
the man and his films he was actually saying that 
that's appeared so far in his own horror films have 
English. I thought that been mostly junk. While I 
Michael Secula's introduc- don't agree with that either, 
tion was particularly use- it's exactly the sort of 
ful. It's difficult for Naschy provocative remark that 
fans in England and the Franco loves to make about 
U.S. to comprehend in his own work, 
what low esteem he's held 

in Spain. Hardly anybody Pete Tombs 

has even heard of him London, ENGLAND 

there. The ones that have 
think he's a joke. Perhaps 

this explains his slightly Two years ago, Pete Tombs 
paranoid attitude, some of and Cathal Tohill (remem- 
which comes out in the ber Ungawa! magazine1) 
Videooze interview. published a massive study 

Of course he's an impor- of Euro-trash cinema enti- 
tant figure to fans of tied Immoral Tales. While 
Spanish horror — in fact, to the British edition of this 
fans of horror generally, awesome reference work is 
But I feel that his remarks in its second printing, 
about Franco, for example, interested readers may 
should not have been left want to keep their eyes 
unchallenged. To say that peeled for the U.S. version 
Franco is a cancer upon recently published by St. 
Spanish cinema is surely Martin’s Press. — ed. 
wildly over the top. In fact. 

Franco is held in just the 

same sort of low esteem as THE NASCHY TRIBUTE 
Naschy himself and is was excellent, and well 
equally unknown in Spain, worth the wait. You and 
Neither can I believe that Michael obviously worked 
Howard Vernon would say hard on the issue, and it 


as well. The "problems have sent you a copy of 
solved" was also a nice State of Mind much sooner, 
touch. I wish more people Enclosed is a screening cas- 
would do something like sette of the film which I am 
this! distributing worldwide. 

For his comments on Naschy has a dubbed 
Secuestro (page 34), Naschy cameo in the film's first 
is obviously referring to scene. I also have a copy of 
"Stockholm Syndrome." Naschy's recent script The 
Estocolmo sounds like a Full Moon Murderer: 
bad skin disease! And Lycanthiope! which has yet 
that's the only nitpick com- to be financed, 
ment I can make about You may not know that 
your tremendous effort, last year, Naschy almost 
(I'm sure you get tired of started production on a 
hearing good things all the new Dracula film in Paris, 
time!) Once again, congrat- Omar Shariff was to co- 
ulations. The hard work star. Production was halted 
has definitely paid off. on the first day of shooting. 

Erik Sulev Carl Morano 

Toronto, CANADA North Bergen, NJ 


OTHER (ITALIAN) TITLES Paul Naschy wrote to tell 
withPN: us that he has indeed 

Operazione terrore |Ios returned to filmmaking, 
monstmos del terror) and is currently shooting 

II mostro dell'orbitorio [El Licantropo (Lycanthrope), 
jorobado de la morgue ) which features the return 

L’orgia dei morti [La orgia of Waldemar Daninsky. 
de los muertos) The film has a budget of 

350 million pesetas (about 
Pierre Charles 2.9 million U.S. dollars 
Saint Maur, FRANCE and the biggest budget of 
his career), the female lead 
played by former Miss 
I RECEIVED YOUR LATEST Universe Amparo Munoz 
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BLUEBEARD (1972) 
aka Barbe-bleue 
U.S.A. Home Video 

AT FIRST GLANCE, THIS APPEARS TO BE A SOME- 
what gaudy Hollywood production; after all, it stars 
Richard Burton, Joey Heatherton, Sybil Danning and 
Raquel Welch, and it was directed by Edward Dmytryk, 
maker of such mainstream classics as The Caine Mutiny 
and Broken Lance (both 1954). So it's probable most fans 
of Euro-sleaze have never even considered giving this film 
a chance. However, Bluebeard is a French/Italian/ 
German/Hungarian collaboration whose moral seems to 
be ; Never ask an impotent sadist to prove he's a man. It 
contains the same elements that made many critics hate 
it that are precisely the reason fans of Euro-sleaze should 
enjoy it. And how could it fail... it was made in 1972! 

The story of Bluebeard originates from European folk¬ 
lore, and its first literary incarnation, "La Barbe bleue," 
was in a French collection of fairy tales in the late seven¬ 
teenth century, Charles Perrault's Contes de ma mere 
l'oye. The most famous version is probably "Fitcher's 
Bird" in Grimm's Fairy Tales, although the murderous 
husband in that one isn't named Bluebeard. There are 
chthonic interpretations, with an Italian one portraying 
Bluebeard as the Devil and the forbidden door the 
entranceway to Hell, and even variants with elements of 
cannibalism. The theme is always about the conse¬ 
quences of inquisitiveness, putting it in the same family 
of myth as Pandora's Box. 

The many filmizations of the story have come from 
directors at each end of the spectrum: Charlie Chaplin, 
Ernst Lubitsch, Edgar G. Ulmer, Claude Chabrol, W. Lee 
Wilder (I'll let you decide which is the apex and which is 
the nadir of that spectrum). They culled their material 
from various sources, some fiction and some real. 
Dmytryk's is fairly faithful to the Grimm rendition, with 
Freud and Nazis thrown in. 

Baron Kurt von Sepper (Burton), a German WWI pilot 
and national hero, "accidentally" shoots his sixth wife 
(Karin Shubert) during a hunt, then marries a seventh, 
Anne (Heatherton). Before leaving on a trip one day, he 
hands his new wife the keys to the castle and warns her 
against using a particular gold one. Her curiosity piqued, 
Anne locates the secret chamber the key fits, discovering 
a freezer wherein are the bodies of the widower's former 
wives. Of course, von Sepper discovers Anne's betrayal 


and makes plans to kill her. In order to escape her fate, 
she connives her spouse into telling her about his motives 
for slaying all the other women, hoping she can figure out 
a way to make him change his mind. This is when von 
Sepper relates the stories behind all the executions, each 
of which he has carried out by a different method includ¬ 
ing decapitation, slaughter by his per falcon, and drown¬ 
ing. 

Although they are drawn somewhat as stereotypes, pos¬ 
sibly due to the immense task of presenting the personali¬ 
ties of half-a-dozen women in about an hour (the flash¬ 
back sequences don't begin until the film is almost half 
over), it is a beguiling experience watching the wives toy 
with von Sepper's prudish disposition. One is an obnox¬ 
ious singer (Virna Lisi) who coquettishly teases him but 
doesn't let him touch her. Another is a nun (Welch, paro¬ 
dying her sex symbol image) who feels it necessary after 
leading a cloistered life to unburden herself (and as it 
turns out, Burton) with the details of all her flings from 
her younger days, really irking him when she describes 
her tryst with a Russian Communist (and then proposing 
a romp with her new husband in a house of worship, 
inside a coffin no less)! 

Still another is a model (Nathalie Delon) who pretends 
to be a rich girl but actually lives in squalor; when asked 
to just be herself, she interprets this as an invitation to 
regress to a childlike demeanor, including the adoption of 
pigtails. She even names her breasts as thought they are 
imaginary friends she has just discovered! ("With 
Christian names!" von Sepper utters in revulsion.) The 
only episode that may betray a bit of callow chauvinism is 
the one with his fourth wife (Marilu Tolo), von Sepper's 
alter ego, a left-wing man-hater who sees the error of her 
ways after receiving a beating by her husband, especially 
reveling in a flogging. 

Much of Bluebeard explores the unnatural, subcuta¬ 
neous fear some men have of the opposite sex, chronicling 
how von Sepper's repressed desire turns into violence. 
The secreting away of the victims into the freezer paral¬ 
lels both his timid frigidity and his stifling of his wives' 
aggressive sexuality to compensate for his own retarded 
libido (on the night of his betrothal to Schubert, he has a 
nervous breakdown after seeing his bride's exposed 
bosom). 

Each of the women seems to represent some different 
idealization of the male psyche's perfect mate, which he 
can never fully have since many are contradictory. . . the 




ze himself, von Sepper transforms pail 
s former wives, as well as his mother, 
rfly-like Rorschachs. 


lgs of each of of loyalty (otherwise, why not just never 
o bizarre, but- key?), suggesting women should obey the 
without questioning their "wisdom." 


msters. They only 
dead. . . At first si; 
This harks back to 


d dogma even if its advocacy has been less insist 
last few centuries due to humanistic influen 
:n makes certain his spouse is ruefully aware of 
iment by waking her up before skewering her 
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Fear, 1971]; Agostina Belli | Holocaust 2000, 1977; Night 
of the Devils, 1972 and Scream of the Demon Lover, 
1971); and Danning | The Red Queen Kills Seven Times, 
1972|, whom I think most will have difficulty recognizing 
since here and in other films of the period she still looks 
like a woman. 

Mathieu Carriere plays a somewhat heroic role as Jew- 
avenger and Heatherton's savior; he played a creepy psy¬ 
chopath, modeled after Richard Speck, half-a-dozen years 
later in Denis Heroux's really sick Naked Massacre. And 
although mostly a mainstream director, Dmytryk did 
tread into some of the more lurid genres we all love so 
much, such as The Devil Commands (1941) with Boris 
Karloff and Murder My Sweet (1944). 

Ennio Morricone's score is evocative of some work 
Bruno Nicolai did for Jess Franco around the same time. 
U.S.A.'s video transfer is generally good, although at one 
point during a photographic session with flashbulbs AGC 
problems are evident. 

Although unfairly considered by some to be a bad actor, 
probably because he often seemed to offer intense, one- 
note portrayals of bilious characters (or, more likely, 
because he disappointed those who thought he was going 
to become the next Laurence Olivier), Burton gives a 
good, restrained performance here. The Welsh actor died 
in 1984, the year he completed the film of the same name. 
If he were making films in 1996, I'm certain he would 
have an enthusiastic following. He would be the Queen's 
Dennis Hopper. 

—Lome Marshall 


CARMEN, BABY (1967) 

Audubon Films 

NEW YORK BORN RADLEY METZGER CO-CREATED 
Audubon Films in 1960 to import or manufacture risqiie 
foreign fare, hence the inclusion of an American movie 
maker in a European trash cinema magazine. Jay Kent 
Lorenz's Metzger interview (which appeared in 
Psychotronic Video #17) ranked him with the legendary 
Russ Meyer (who recently enjoyed a fresh squirt of popu¬ 
larity thanks to a Faster Pussycat, Kill Kill revival in the 
USA); when directing erotic films. Both employ compara¬ 
ble technical skills though Russ may be more inclined to 
adopt a campier tone. Their movies occasionally fixate on 
manipulative leading women characters. Lensed across 
Yugoslavia with German studio interiors, Carmen, Baby 
does not diverge from this formula. 

The story greases its way upward from the seedy street 
level European underbelly, just like the ambitious title 
anti-heroine. Her rise... and abrupt fall is chronicled by a 
young mail narrator under Carmen's fleshy influence. 

The sassy brunette (Uta Levka| relies on her body and 
wiles to dominate men. She is a prostitute involved with 
the drug trade who uses "johns," rather than vice-versa. 

After a violent cafe fracas, Carmen seduces the arrest¬ 
ing officer (Claude Ringer) into freeing her at the risk of 
his own career. He is incarcerated. Carmen sleeps with 


enough VIPs to free the cop. As she superstitiously com¬ 
ments later on, "My horoscope says it's bad luck not to 
pay your debt." An admirable philosophy for one so 

Carmen's schemes are briefly setback when the cop 
finds her bedding his superior. The young man is wound¬ 
ed in a jealous gunfire exchange that slays the older offi¬ 
cer. Carmen collects her bleeding boytoy and several 
friends, and relocates. She continues to score — via 
incriminating sex photographs, Carmen blackmails mon¬ 
eyed targets. 

A tryst with a parole board chairman and his wife 
enables the beautiful hustler to have her criminal hus¬ 
band Garcia freed. Unfortunately, Carmen's designs on a 
popular male singer leaves the ex-cop and ex-con battling 
in her absence. Garcia is killed. The bewitched officer 
does not appreciate the motive behind Carmen's contact 
with the singer; she is after sex, drugs, and rock and roll, 
not emotional involvement. Unable to deter her, he mur¬ 
ders Carmen in a midnight shadowed street. The 
excitable boy hides the corpse prior to his arrest. 

Carmen, Baby's defense against obscurity over the 
decades rests on the shoulders of Uta Levka. The film 
would only collect an "R" if re-released among contempo¬ 
rary gynecological-detailed adult productions, so it is up 
to the curvaceous actress herself to attract attention. Uta 
had previously co-starred in Radley Metzger's The Alley 
Cats (1966). After the success of Carmen, Baby, she 
appeared in numerous movies, including the horrific duo, 
The Oblong Box and Scream and Scream Again |both 
1969). 

Levka molds Carmen into the variety of earthy sex kit¬ 
ten we see little of among today's plastic, depersonalized 
scream-and-sex queens. Her every word and movement is 
calculated, tinged with innuendo. Whether baiting lustful 
men, blasphemously materializing in church, or gazing 
appreciatively at a male statue, Carmen is beguiling. 
Even her marriage to the sleazy Garcia is a front for their 
criminal activities; here is a woman for whom pleasure is 
business. For all of her Lady Macbethian schemes, she is 
flawed with overconfidence. The woman never compre¬ 
hends that the cop she comes to dominate is a loose can¬ 
non whose fanatical passion demands more than the 
scraps of affection Carmen tosses to him. 

Metzger brings a rough hewn arthouse sensibility to 
the film and Carmen herself. The Hans Jura cinematogra¬ 
phy, editing, lush Eurotrash score and performances are 
effective, though Claude Ringer is more irritating than 
innocent as the young policeman. Despite a low budget, 
Carmen, Baby retains several impressively large and deca¬ 
dent party crowd scenes. Metzger accents Carmen with 
enough splashes of deep red to please Dario Argento; 
whether it is the blushing apple she steals, the rose she 
taunts men with, the clothing she wears. . . the color 
externalizes her sexuality. The most obvious symbolism 
lay in the lit red candles Carmen caresses. Metzger builds 
upon this imagery, finally tinting the woman's last 




Motal Female Animal! 



UTALEVKA-CLAUDE RINGER-CARL MOHNER 

BARBARA VALENTINE • WALTER WILTZ • CHRISTIANE RUCKER 
Screenplay by Jesse Vogel—From a story by Prospere Merimee 

an Amsterdam Film Corporation Production • Produced and Directed by RADLEY METZGER 

1A8TWAWCOLOR at ULTRASCOPE • Released through AUDUBON FILMS ^l 



moments with the ex-cop in the crimson mist of his 
homicidal passion. Additionally, Metzger reveals only a 
little of Uta at a time, teasing us and her clients with 
glimpses until a partially topless Carmen love scene is 
lensed through multicolored glass. 

Fans of vintage trash genre films should look Carmen, 
Baby up. It is a melodramatic alternative to the more 
explicit, less crafted erotic movies which followed. 
Metzger drew inspiration from Georges Bizet's opera, 
"Carmen," which received Hollywood 11954), Spanish 
|1983), and French/Italian (1984) cinematic adaptions. 

-Jefl Segal 


FOUR TIMES THAT NIGHT (1969) 
aka Quante volte. . . quella notte 
(No U.S. video release) 

FOUR TIMES THAT NIGHT REPRESENTS A CURIOSITY 
in the watershed career of the "maestro" Mario Bava. 
Although Bava tackled many styles (Gothic romanticism 
to lurid bloodletting) and genres (science fiction, horror, 
westerns, fantasy), Four Times. . . is an anomaly in that, 
on the surface, a sex farce would not be well served by 
Bava's usual expressive rococo milieu. Yet Four Times. .. 
is a surprisingly insightful work that, despite its "light" 
subject matter and comical tone, can definitely be placed 
alongside Bava's darker epics, as well as subliminally 
heralding a new, more graphically real aspect to his films. 
The look and feel of La ragazza che sapevo troppo |The 
Evil Eye, 1962) and Sei donne per l’assassino (Blood and 
Black Lace, 1964) are certainly garishly morbid; stylizing 
the murders with camera virtuosity, theatrical stagings, 
swirling mists and amber light shows. Four Times. . . 
establishes a raw intensity to Bava's oeuvre which has its 
basis in bleak, harsh reality. Films such as Un hacha para 
la luna de miel (A Hatchet for the Honeymoon, 1969), 
Cinque bambole per la luna d’agosto (Five Dolls for an 
August Moon, 1970) and the zenith of this particular cre¬ 
ative strain, Ecologia del delitto |Twitch of the Death 
Nerve, 1971) present a starkly grim portrait of human 
nature, disturbing in its clarity and gruesome frankness. 
Perhaps the most easily dismissed film of Bava's impres¬ 
sive compositions, Four Times That Night is the neglect¬ 
ed harbinger of a more excruciating, but humorous, 

Four Times. . . is constructed around a multi-faceted 
presentation made most famous by Akira Kurosawa in his 
film Rashomon, as the viewer is given different perspec¬ 
tives of a single event. Each account must be measured 
according to the characters' motivations, inclinations, pre¬ 
conceptions and sense of conscience. Four Times. . . 
revolves around two young people |Gianni and Tina), 
focusing on their meeting, date and its aftermath. Four 
versions of this incident are displayed: Tina's, Gianni's, 
the apartment superintendent's and the omniscient "psy¬ 
chiatrist's" (who reminds me of Bela Lugosi's character in 
Ed Wood's Glen or Glenda!). Each story has many of the 
same elements (a torn dress, Gianni's scratched forehead. 


another couple living in the building) yet how or why 
they are important varies wildly from teller to teller. 
Tina's tale is one of attempted rape, Gianni's of being 
trapped by an insatiable sexual predator, the superinten¬ 
dent's of group debauchery and the "psychiatrist's" of the 
"true" circumstances of the rendezvous. At the heart of 
these differing narratives lies a favorite late Bava theme — 
deception and false vision. The reason for each slanted 
explanation are obvious: Tina needs a defense against her 
mother's accusations, Gianni's fake bravado in front of his 
friends and the superintendent's own depraved desires. In 
a highly unusual move Bava breaks away from the events 
of the film for a brief diatribe spoken by the "psychiatrist" 
about how perceptions of the same event can alternate 
according to the witness. (To prove his point the good 
doctor uses drawings of Noah's wife, a dove and a giraffe 
as they relate their views on Noah's forty day/forty night 
voyage.) Yet the "psychiatrist's" version seems to be a lit¬ 
tle too idyllic and neatly resolved, especially after the 
opening neutral scenes of Gianni's harassment and stalk¬ 
ing of Tina. 

Bava's real theme is an indictment of the male objecti¬ 
fying gaze as represented by Italian machismo (and by 
extension, lesbianism). The three character recountals all 
seethe with sexual cruelty and victimization; portrayed by 
demeaning violence, leering nudity, subjugation and 
manipulation. Gianni's story of Tina's nymphomania and 
the superintendent's tale of a sleazy, ultimately forced, 
same sex coupling are perverted embellishments told to a 
very receptive audience of other men. These versions are 
quite cowardly, filled with vanity, selfishness and bold 
face lying (the superintendent watches from such a dis¬ 
tant vantage point his account should be immediately dis¬ 
missed except for "comic" relief). Within the superinten¬ 
dent's account there is explicit and implicit voyeurism, as 
the outer narrative is broken by his need to retrieve binoc¬ 
ulars and the inner story of lesbian initiation (told by the 
neighbor Esmaralda [really the product of the superinten¬ 
dent's fevered imagination]) uses a camera to take advan¬ 
tage of a naive victim. These male fantasies are juxta¬ 
posed with the common and very probable fear of sexual 
violence contained in Tina's story. Tina tells this version 
to her mother in order to escape punishment for being late 
and the stigma of a sexually despoiled woman in a male 
dominated society. This compulsion towards deception 
whether for gain, survival or pleasure is symptomatic of 
many later Bava films. Ironically, the "truth" is the most 
routine and insipid chronicle of events. In the end, truth 
is subjective perception; the drama, power and individual 
conviction of the portraits become the framework of reali¬ 
ty, each story becoming real for its audience. 

The structure of Four Times. . . is very interesting. 
Bava eschews the normal he said/she said dialectic for a 
more well-rounded overview. Bava splits the film into 
two parts: placing both Gianni and Tina's tales in the first 
half, the superintendent's and the "true" story in the sec¬ 
ond. By doing this, Bava is equating [in terms of veracity 
and emotional weight) the gender-biased sections as a sort 
of median between the most fantastic, conjectured view 







GOD HELP US! HERE COMES THE 

PASSATORE! (1973) 

aka Fuori uno sotto un altro. . . arriva 

il Passatore 

(No U.S. video release) 

WE JUST CAN'T GET ENOUGH OF OUR OUTLAW 
heroes. Who hasn't played at Robin Hood, outfoxing the 
evil Sheriff of Nottingham? Or Jesse James, robbing the 
railroad barons and giving money to the poor? The myth 
of the outlaw hero who thwarts the status quo, always 
robbing the bungling and greedy rich and giving away his 
profits to the needy is a constant in Western literature 
(well, you might even say in world literature; case in 
point: the legends of the yakuza of Japan and the bandit 
kings of ancient China). Who really cares that Robin 
Hood was probably just a farmer who stole from rich and 
poor alike? Nobody remembers that Jesse James was a 
sociopathic pinhead that slaughtered innocents during the 
American Civil War. Suffice to say the noble bandit myth 
is an endearing figure of our literature, and like many 
myths, he has both a grain of truth and the mist of legend 
about him. And like any cultural icon, the noble bandit 
myth is a ripe target for parody. 

Enter God Help Us! Here Comes the Passatore!, a 
slapstick comedy from the Italian director Anthony 
Ascott (real name: Giuliano Carmineo). From what I've 
discovered in my limited research, the Passatore was a 
real, live, Italian noble bandit that lived sometime in the 
19th Century (Videooze readers from Italy are encouraged 
to verify his existence). The events of the movie take 
place in the same time period as Garibaldi, the hero of 
Italian unification. To place the movie in a historical con¬ 
text, large sections of Italy were under control of the 
Austrian Hapsburgs during the 19th Century. If you 
haven't seen it coming, the Austrians play the role of the 
evil oppressor in this film; the character of the Police 
Commissioner, in particular, plays a bumbling Austrian 
Sheriff of Nottingham. 

God Help Us. . . starts with a reckless gambit by the 
legendary bandit, the Passatore, as he seduces the wife of 
the local Austrian police commissioner in order to garner 
intelligence from her. The police commissioner will be a 
convenient foil of the Passatore for the rest of the film. 
The P. is discovered "in the saddle," as it were, and the 
director takes advantage of his predicament to film the 
first of a continuous sequence of slapstick fight sequences. 
His work being done, The P. heads for home for some 
manly frolicking with his bandit chums. Enter the P.'s 
wife|? girlfriend?), Maureena (Maura for short). Maura is a 
psychotic harpy with a penchant for breaking the crock¬ 
ery. She's a little jealous and suspicious that the P. might 
have made the beast with two backs with the police cap¬ 
tains' wife. After ducking the fusillade of cups and plates, 
the P. grabs her in his manly arms and kisses her passion¬ 
ately as only a lusty Italian bandit can. No woman can 
stand up to this treatment, and she gives in quickly (why 
doesn't it work that way in real life?). Even though the P. 
seems to have a handy remedy for Maura's mood swings, I 


didn't envy his choice of female companionship. Dodging 
a knife in the vitals isn't exactly a Ward Cleaver home¬ 
coming. 

The movie jumps to the next big slapstick sequence; 
spiriting Garibaldi away from his Austrian oppressors so 
that he can catch a ship out of Italy. This is accomplished 
through a series of decoys and is highlighted by a fistfight 
in the cloister of the local abbey. Again, slapstick ensues, 
with the use of religious props as blunt objects as a domi¬ 
nant theme. Suffice to say Garibaldi gets away and the 
police commissioner is played for a fool. Silly Austrians, 
don't they know they are dealing with the Passatore? 
Sheesh. 

The first police commissioner is summarily sacked in 
disgrace. Another, more cunning police commissioner is 
introduced during another robbery attempt by the P. 
During the ensuing (yes, again) slapstick fight sequence, 
the new commish and the P. have at it. It turns out they 
know each other (they were both at seminary, it seems). 
The new commissioner, Zambelli, regards the P. as some¬ 
thing of a noble adversary. You get this impression from 
the way they make manly quips at each other during 
swordplay, Zambelli is no simp like his predecessor. He 
immediately makes plans to capture the P. and his hench¬ 
men through a number of ruses, including getting one of 
the P.'s loyal lieutenants to become a double agent and 
inform on him. The stunning denouement of the film is, 
of course, more slapstick Italian style (including a rather 
cliched pie fight). I personally believe that there has to be 
an Italian voiceover actor out there that's retired on all the 
money he made doing those slapstick verbal sequences 
over the years— it seems like I've heard that guy's voice 
in a thousand films, doing variations of: "Hey, over here!" 
"Where did he go?" "Look Out! He's got a pie!" and 
"What the —" This unknown talent is used in spades in 
God Help Us... . In the end, the new commish and the P. 
make an arrangement, and the P. tries his luck in 
America. In an amusing nod at Italy's other great film 
genre, the final sequence is shot in "America." The 
Passatore has found a new beginning in America — as a 
spaghetti western style outlaw. Big, big laffs, and curtain. 

There were some amusing parts to this movie, but I 
think it's obvious the director was aiming at a farce rather 
than a story. Farce can be an effective instrument in sto¬ 
rytelling, but there has to be structure behind it. There 
was nothing behind God Help Us! Here Comes the 
Passatore! but chaos. The director wrote in some inter¬ 
esting story threads that just get ignored or conveniently 
forgotten later. For example, the relationship between the 
old schoolmates, Commissioner Zambelli and the 
Passatore, is totally unexplored in the movie. What could 
have made them into rivals? Why didn't they continue in 
the priesthood? Why is one a police commissioner and 
one a brigand? We never find out. The director's casual, 
dismissive attitude about the opposite sex would be 
insulting to today's audience. Maura, played by Edwige 
Fenech, is portrayed as a hellcat who is only good for two 
things, and one of them is trying to murder her romantic 
partner. One is reminded more of a mental patient than a 


romantic interest when she is on screen. I found myself 
muttering "Shut UP already. . ." whenever her character 
was talking. There is an interesting side plot in the ten¬ 
sion between the Passatore and his ambitious lieutenant, 
but nothing comes of this. The cabal of patriots who are 
involved in the conspiracy to free Garibaldi appear to be 
the focus of the movie at first, but they are dismissed 
quickly and never seen again. Someone should have told 
Ascott that there is more to comedy than sight gags and 
kicks to the groin. Some form of connecting narrative 
between all the slapstick sequences would have helped 
this story immensely. 

George Hilton, playing the title role, puts in a believ¬ 
able performance, but there isn't much to work with in 
the script. The supporting cast are a decent enough 
rogues' gallery of simps, priests, thugs and brigands. In 
summary, God Help Us! Here Comes the Passatore! 
attempts to take aim at the heroic figure of the noble out¬ 
law, but what was attempted as a satire ended up a bloat¬ 
ed, chaotic mess of slapstick and mediocre performances. 
View this if you have a serious jones for slapstick and 
melodrama, otherwise, try a good spaghetti western. 

—Walt O’Hara 


SUPER BITCH (1973) 

aka Si pud essere piu bastardi 

dell’ispettore Cliff! 

Atlas Entertainment 

MASSIMO DALLAMANO IS MAINLY KNOWN, IF AT 
all, for directing two horror-thrillers, What Have They 
Done to Solange! (Cosa avete fatto a Solange!, 1972) and 
What Have They Done to Your Daughters! [La polizia 
chiede aiuto, 1974). These stylish films, with their 
moody cinematography |Aristide Massaccesi and Franco 
Delli Colli, respectively) and lush musical scores (Ennio 
Morricone and Stelvio Cipriani, respectively) are quite dif¬ 
ferent from each other in their approach to the conven¬ 
tions of the Italian thriller. Solange. . . falls squarely into 
the giallo genre, where you witness the graphic killings 
and see the film through the eyes of the hero (either a rela¬ 
tion or a friend to one of the slain). There is usually a sub¬ 
plot where the hero is considered a suspect, but rarely is 
the actual killer. Daughters however follows the conven¬ 
tions of the police/crime-thriller where the lead is usually 
a cop on the killer's trail and the film's focus is not on the 
killings, but the details of crime detection. Since Super 
Bitch was made directly before Daughters, one assumes 
Dallamano was already growing restless with the genre's 
conventions and thus in the mood to experiment. 

Super Bitch (the video label is so inept they can't even 
spell the director's last name correctly on the video cover) 
definitely displays Dallamano's strengths in the crime 
film and if you enjoy this film, you really should sample 
Dallamano's other work in the genre, Colt 38 Special 
Squad [Quelli della calibro 38, 1976). One odd thing 
about this film is that it's an Italian/British co-production. 
The result being lots of British locations and more impor¬ 


tantly, British talent in front of the camera (Stephanie 
Beacham) and behind it (cinematographer Jack Hildyard 
[who also filmed Bridge Over the River Kwai\\). This 
makes for a refreshing change of pace for those jaded by 
the usual Italian-Spanish product. Fortunately, one key 
Italian technician, Stelvio Cipriani, is retained for the 
brassy, jazz musical score. 

Inspector Cliff (Ivan Rassimov in an inspired perfor¬ 
mance) is a narcotics agent who goes deep undercover to 
bring about the downfall of several big-time drug dealers. 
As a hit-man, he knocks off the competition for the #1 
drug kingpin, Marco (a cameo by Giacomo Rossi-Stuart). 
Mama the Turk (a tough as nails performance by Patricia 
Hayes) is Marco's main competition, and so she sends her 
strong-arm Gamble to check out his activities in London. 
Meanwhile, Cliff is hanging out at a London "escort" ser¬ 
vice run by Morrel (Ettore Manni) because he is fucking 
Joanne (Stephanie Beacham), the main attraction. The 
balance of the film reveals that Cliff is totally corrupt, 
murdering anyone, good or evil, who gets in his way. He 
succeeds in ripping off a million dollars and wiping out all 
sides involved in the drug wars only to meet a bitter end 
from the girl who loved him. 

This is a nihilistic and nasty film that allows Ivan 
Rassimov to show why he was cast as both good and bad 
guy. A simple grin can mean life or death to anyone 
stupid enough to cross Inspector Cliff (the Italian title of 
the film roughly translates You’re a Bastard Inspector 
Cliff, which takes on a special meaning as you watch the 
film because everyone says the exact same thing to his 
face!). The violence is sporadic, but when it happens, it's 
squib-city as everyone who comes into contact with Cliff 
meets a bloody demise. Ettore Manni as Morrel gives a 
touching performance. He's in love with Joanne but can 
only sit on the sidelines and watch as she screws Cliff's 
brains out. Ironically, his death is ultimately what does- 
in Cliff. And then we come to Stephanie Beacham as 
Joanne. Known to lovers of British horror ( Fengriffen and 
Dracula A.D. 1972) and U.S. trash-TV [Dynasty), here she 
reveals more skin than anywhere else in her career. There 
are numerous love scenes and a shower too, all to prove 
that Beacham has the right stuff. (No need for silicon 
implants here.) I'm sure she wishes this film's negative 
had been destroyed a long time ago. 

There are a lot of reasons to see this film (not all of 
them are detailed above), so if you're stuck in a horror 
film rut and are looking for a new genre to exploit, you 
could do a lot worse than begin here. 

—Craig Ledbetter 


THRILLER-A CRUEL PICTURE (1972) 
aka They Call Her One Eye 
(No U.S. video release) 

BACK IN 1974, VARIETY REVIEWER ROBE SAID OF 
Thriller-a cruel picture (which at the time had just been 
released by AIP as They Call Her One Eye): "This sort of 
thing may be handled well in a Japanese samurai effort, 
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Marie Forsa? 

Yes, she arrived a little later. She was quite another type. 
I've met her only in passing. 

Leena Skoog? 

She made one short only, called Lajla 17 dr (Lajla, 17 years 
[old]). I believe that's a hardcore film. I really don't know. 
Leena was extremely good at marketing herself! 8 

She also became known to be the king's flame. . . but 
she probably came no closer to the king than all we other 
girls did during this period. He went out a great deal at 
the time, but being part of the king's party was not some¬ 
thing that you went to the press with.9 


background. I was the least accepted kind of person in 
those circles. The School of Drama didn't teach the art of 
acting only, but they also taught a political way of think¬ 
ing. I didn't fit very well in this system, but maybe I 
wasn't good enough after all. 

OllegSrd was an extremely good pedagogue and I think 
she was very disappointed when I wasn't taken on at the 
school. Besides, I wanted to establish myself as an actress 
since I had been working for such a long time in films. I 
think she aimed too high. 

I got to know several film people, and some of them 
said: "Christina, come back when you've been through 
the School of Drama!" 



No, I never had such dreams, but I believe that I have an 
ability to make the best of the things I get into. Now I'm 
a journalist. I believe that I have a creative temperament. 
I believe that I was very ambitious and went at it very 
hard. I think it developed in me that I wanted to become 

Maybe I was in some junk films, but they were good 
technically. The level of ambition may have been very 
low, but my level of ambition was always high. They 
might have thought that I was deserving. I worked like a 
horse to do something good. I was always treated well by 
film people. After all, it's very positive to think back. I 
mean, it could have been the other way around, which I 
believe some others might have gotten into. 

I believe my ambition might well have come from 
Ollegard Wellton.12 You know, I studied acting with her 
then. 

When was that? Before Maid in Sweden? 

No, no! Later on. Around 1975-1976. Then I applied for 
entrance into the School of Drama. I passed some tests, 
but I believe my past was a big drawback. You know, now 


way, his wife was in the crew. She did the costumes. 

So she did that wonderful funeral finery? The under¬ 
taker was very good. 

That's Jan's brother! 

Oh, it is? What about the explosion? Did you do many 
takes? 

That thing you did only once!!! 

What happened to the dog? 

I don't really know. 

Who is Gustav Wiklund? 

I don't know! After Rotmdnad 1 got hold of a small, very 
small flat, then I found a little bigger one in 
Svartmannagatan in Gamla Sta'n ("The Old Town"), 
where I lived for several years. I got a lot of offers. I think 
I could have benefitted from a counselor. 

I think I ended up in those films where the makers 
were best in promoting themselves. I was not without 

So you had left Goteborg for good? And you had many 
offers? 

I think I can say that I earned my living by working for 



















































You could also put it the other w 


y that he only wanted to 
films. He is a very hard-working director. He took 
you. He was very fair to work with. Yes,hewasgoi 

A man of the old stock... ? 

He really wanted i 
with. He wanted 
Then he held big dinner parties with his giant family. 

He wanted you for the part? 

Yes, I think so. . . well, in the beginning I believe he saw 
money in me. 

What about Stellan Skarsgard? 

Stellan Skarsgard was one of Wickman's favorites. . . and 
he also used Per Mattsson a lot. There were many capable 
actors from the Dramatic Theatre. 


ex a fairly small part. I don't remember anything special. It 
of took three days or something... 

What do you think of Mac Ahlberg? 

I don't remember. I think he is quite professional. A little 


It's been a pleasure, a 
NOTES 

1. Bohuslan and Halland are two provini 
Sweden, with Goteborg in between. |p. 16) 

AKTUELLT. FIB I folket i Bild (The People in Pii 












It's correct that Jan (Halldoff) had another suggestion before we sa 

turned on, and when we had tried some other Fibban girls, we decide 
upon Christina. And Jan and I were probably equally commercially coi 


9. She's talking about the King of Sweden of course,- Carl XVI Gustaf 
(born in 1946), who succeeded Gustav VI Adolf in 1973. Regarding 
Christina's relationship with Carl Gustaf, Bertil Lundgren remembered 
seeing an article in Cinema X (July 1976) which reported that she was the 

Christina about this and called her late in the summer of 1995. She 
replied... 

"Yes, after Rdtmdnad, when I lived in 'the old town' in Stockholm, I 
was part of his circle of friends. I remember when we drove around in 
his Volvo P1800. . . I was also invited to a big dance party, held by his 
sister (Princess Christina) and her husband, at the royal castle." (p. 19) 

10. The Four Dimensions of Greta , directed by Pete Walker, was made 


could make my film down there. . . (Well, Christina had no problems, 

course.)" (p. 20) 

15. Stellan Skarsglrd had done several films before he worked for Torgny 

Plundering Last Summer) and Jan Halldoff's Firmafesten (The Office 
Party), both made in 1972. (p. 22) 

16. Young Playthings is a rather difficult film to see in 1996. While it 
has never been available commercially on videotape, copies which origi- 



Menz of Atlas International reported that about 1000 meters of fill 
been shot by Damiano when Christina became ill. Production st 
and never resumed. 

Torgny Wickman's Latt Byte (Easy Prey) was a Swedish prodi 
that also starred Stellan Skarsgird and Arne Ragnebom. Another 
bling block to this ill-fated production — started in 1974 — wj 
death of Ragneborn in 1978. (p. 19) 

12. Ollegird Wellton (1932-1991), Swedish actress, (p. 19) 

13. Elvira Madigan , directed by Bo Widerberg was made in 1967. ( 

14. In a 1995 telephone conversation with Bertil Lundgren, G 


looking for a partner in Sweden to co-produce a film where Christina 
Lindberg was going to play a part. Eventually they got in contact with 

About Philip Good, a political story, much like the first Z film (Costa- 

make the film in English, originally on the island of Majorca. Well, the 
plans were that Ibnisia and Sweden should co-produce the two films, 
starting with the Christina Lindberg film, to be made in Tunisia. 
Salammbo should assist with certain parts; SFP should "supply" 


Thriller II. If there are any interested investors out there, Mr. Viben 
has a screenplay ready for a low budget production (of about 2.2 mill 


- was Heja Sverige (1979). To add to the confusion, Heja Sverige is also 

21. Reiko Ike, Japanese actress; active during the seventies. Among her 
many films were The Streetfighter’s Last Revenge (1977), the third entry 
in the near-legendary series starring Sonny Chiba, (p. 23) 

22. Still active, Torgny Wickman (1911- ) made several exploitation 

films, including Eva-den utstotta in 1969 with a very young Solvcig 
Andersson. In the U.S., the film was released as Swedish and Underage. 





(Alternate title: SWEDISH WILDCATS, —ed.) 
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YOUNG PLAYTHINGS 

Sweden 

d: Joe Samo 

s: Joe Samo 

p: Gunnar Westfelt 

m: Goran and Annette 

c: CL, Eva Portnoff, Margareta Hellstrom, Thomas 
Nervell, George Harrisson, Gunnila Mattisson, Britten 
Larsson, Teddy Lundberg, Sinikka Karlsson, Bjorn 
Brenemark, Karin Genberg, Jill Wemstrom 
(Alternate title: THE RED QUEEN, —ed.) 

MADCHEN, DIE NACH MUNCHEN KOMMEN (Girls 
That Come to Munich] 

Germany 
d: Walter Boos 
s: Gunther Heller 
p: Klaus Werner 




Mooshoizer, Gerhard Acktun, John Stone, t 
Pasderski, Walter Feuchtenberg, Ulrike Butz. . . CL 
billed performer. — ed.) 

(Alternate title: THE HOSTESS. British title: SE 
THE OLYMPICS, —ed.) 

SCHULMADCHEN-REPORT 4.TEIL-WAS ELTERN 
VERZWEIFELN LASST (Schoolgirl Report Part 4- 
Makes Parents Despair) 

Germany 
d: Ernst Hofbauer 
s: Gunther Heller 
p: Klaus Werner 
m: Gert Wilden 

c: CL, Gunther Mohner, Wolf Harnisch, Hell] 
Haupt, Ulrike Butz, Anne Graf, Marina Blumel, V 
Feuchtenberg, Ruth Kiillenberg, Sascha Hehn, M 
Fleischer, Ellinor Leipert, Rinaldo Talamonti 
(U.S. title: CAMPUS SWINGERS, —ed.) 

LIEBE IN DREI DIMENSIONEN (Love in 1 
Dimensions) 

Germany 
d: Walter Boos 
s: Florian Vollmer 
p: Klaus Werner 
m: Musik-Verlag Sonoton 

c: Ingrid Steeger, Achim Neumann, Evelyn Raess, 
Mayr, Dorith Henke, Nico Wolferstetter, Dorothea 
Anik Ellahee, Gerhard Ruhnke, Rinaldo Talam 
Elisabeth Volkmann... CL (Uncredited, —ed.) 
(Italian title: AMORE IN TRE DIMENSIONL U.S 
LOVE IN 3-D. —ed.) 

THRILLER-EN GRYM FILM (Thriller-A Cmel Pictu: 
Sweden 

d: Alex Fridolinski (Bo Vibenius) 



Louise Mannervall, Hildur Lindberg, Stig Lorentz, Olle 
Nordemar, Marshal McDonagh, Gunnar Palm, Pamela 
Petho-Galantai, Lennart Robertsson, Stig Strom 
(Banned twice by the Swedish censors, this film caused a 
sensation at Cannes in 1973, was bought by American 
International Pictures [later Orion], edited, and widely 
promoted in the U.S. [playing 55 theaters in New York!]. 
U.S. title: THEY CALL HER ONE EYE. —ed.) 
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WAS SCHULMADCHEN VERSCHWEIGEN (What 
Schoolgirls Keep Secret) 

Germany 
d: Ernst Hofbauer 
s: Erich Tomek 





m: Gerhard Heinz 

c: Elizabeth Volkmann, Erich Padalewski, Bruno W. 
Pantel, CL, Rolf Castell, Peter Hamm, Arthur Brauss, 
Willi Harlander, Hans Elwenspoek 
(U.S. title: SECRETS OF SWEET SIXTEEN, —ed.) 

JORDEN RUNT MED FANNY HILL (Around the World 
with Fanny Hill) 

Sweden 

d: Mac Ahlberg 

s: Mac Ahlberg, Albert G. Miller 
p: Mikael Salomon 
m: Georg Riedel 

c: Shirley Corrigan, Peter Bonke, Gaby Fuchs, Bo 
Brundin, Peter Kuiper, Marie Ekorre, Gosta Priizelius, 
Christina Heilman, CL, Darja Olsson, Judith Salomon 
Jaen, Eva Karlsson, Bengt Wanselius, Lasse Lundberg, 
Karl-Heinz Windhorst, Walter Feuchtenberg 

FURYOU ANEGODEN INOSHIKA OCHOU (The 
Biography of the Woman Boss of Bad Girls [INOSHIKA 
OCHOU is a nickname, —ed.]} 

Japan 

d: Norihumi Suzuki 

s: Masahiro Kakefuda, Norihumi Suzuki 

c: Reiko Ike, CL 

(According to Hideyuki Baba of Toei Company, Ltd., this 
picture was only released in the U.S., Brazil and 
Indonesia. U.S. title: SEX AND FURY, —ed.) 

NIPPON SEX RYOKO (The Porno Star Travels Around 
Japan) 

Japan 

d: Sadao Nakajima 
s: Takeo Kaneko 
c: Ichiro Araki, CL 

(Alternate title: JOURNEY TO JAPAN, —ed.) 

WIDE OPEN 
Sweden 

d: Gustav Wiklund 
s: Gustav Wiklund 
p: MaxWilen 
m: Olov Olofsson 

c: Kent-Arne Dahlgren, Gunilla O. Larsson, Solveig 
Andersson, CL, Tor Isedal, Ake Fridell, Leif Ahrle, Jan 
Sjodin, Jan-Olof Rydqvist, Per-Axel Arosenius, Karin 
Miller, Sture Strom, Lissi Alandh, Dennis Dahlsten, Mari 
Isedal, Eva Karlsson 

(Shot in English. Alternate title: SANGKAMRATER [Bed 
Mates]. — ed.) 

ANITA 

Sweden/France 
d: Torgny Wickman 
s: Torgny Wickman 
p: Hans Dittmer 
m: Lennart Fors 


c: CL, Stellan Skarsgird, Daniele Vlamnick, Michel 
David, Per Mattsson, Ewert Granholm, Arne Ragneborn, 
Jorgen Barwe, Erika Wickman, Berit Agedahl, Tore 
Segelstrdm, Jan-Olof Rydqvist 

(French title: LES IMPURES. U.S. title: ANITA, 
SWEDISH NYMPHET. —ed.) 

1977 

9 LAN OCH GENERALERNAS FNATT (Private 91 and 
the Generals Going Crazy) 

Sweden 

d: Ove Kant 

s: Henry Sidoli 

p: Kalle Bergholm 

m: Charles Redland, Thore Skogman 

c: Staffan Gotestam, Christer "Bonzo" Jonsson, 

Marienette Dahlin, Hans Lindgren, Sten Ardenstam, Carl 

Billquist, Gosta Krantz, Per Ragnar, Carl-Axel Elfving, 

Ernst G. Bratt, Borje Nyberg, Thore Segelstrdm, Gunnel 

Wadner, Tage Severin, Ingvar Andersson, Jan Kreigsman, 

Per Gavelius, Bo Sehlberg, Ramon Sylvan. . . CL (30th 

billed performer [in a small, non-speaking rolef. — ed.) 

(“91:an" is a popular Swedish cartoon character who is a 

private in the army and has been featured in several 

[older] films, —ed.) 

1979 

THERE'S A SUNRISE EVERY MORNING 
Sweden 

d: Bjorn Ortenheim 

c: CL, Angela Ortenheim, Bo Sehlberg, Johan Hedin 
(CL was in the first of this three-part docudrama about 
energy and the environment. — ed.) 

1980 

ATTENTATET (The Attack) 

Sweden 

d: Thomas Johansson 

p: Arne Brandhild, Per-Arne Svensson 

c: Willie Andreason, CL, Per Oscarsson, Marina Lindahl, 

Stig Tomblom, Carl-Erik Proft, Vivian Falk, Dan Lindhe, 

Thomas Johansson, Roland Johansson 

(A particularly obscure film that never even played in 

Stockholm. — ed.) 

SVERIGE AT SVENSKARNA (Sweden to the Swedes) 
Sweden 

d: Per Oscarsson 

(CL was an extra [of the blink-and-you’ll-miss-her vari¬ 
ety] in this picture. — ed.) 

1993 

CHRISTINAS SVAMPSKOLA (Christina's Mushroom 
School) 

Sweden 

d: Bo Sehlberg, Christina Lindberg 

(21 minute educational video on how to find edible 

mushrooms. — ed.)* 
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